fuelled by a highly refined sensitivity to the world around them, and at the same time a rejection of industrialisation, and a retreat into private dream worlds: exhausted by all the world had to offer, Huysmans' decadent hero Des Esseintes declares that 'the idea of hiding away far from human society, of shutting himself up in some snug retreat, of deadening the thunderous din of life's inexorable activity […] tempted him more that ever before'.
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The theme of Huysmans' novel, À Rebours (1884), was anticipated by the influential writers and aesthetes, the brothers Goncourt, who became Parisian literary hommes célèbres during the second half of the nineteenth century. Like Des Esseintes, Jules and Edmond de Goncourt retreated from Paris, with its new boulevards and train stations, to a house in Auteuil, on the (then) outskirts of the city. The house is later described in Edmond de Goncourt's book La Maison d'un Artiste (1881).
7 A passionate collector, he describes the eclectic interior that was both typical of the period, but also a distinctive shift away from academic historicism, in the way it heralds the highly personalised interiors that would characterise the approach to the decorative arts and architecture in the last decades of the century. Following his brother's death for instance, Edmond describes how, especially at night, in the flickering light of a low fire, the silk and wool wall coverings (of Edmond's bedroom) can take on strange forms: 'a supernatural existence'. Suddenly the light goes out and the room drowns in a sea of transparent shadow and 'en les profondeurs livides de la glace obscure, en son luisant de perle noire, au-dessous du baldaquin blanc et de son bouquet de jour, le portrait de Jules se reflète-tout lointain'.
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Such passages anticipate the sense of removal from real experience that was to characterise Symbolist interiors. The dim light makes distinctions between materials ambiguous; rich texture and glistening surfaces imply fresh figurations built out of relationships not perceived in daylight. The shadowy room takes on a dream-like character that enables Edmond to find a moment to contemplate the image of his dead brother, emancipated as it were, in the dimly lit room.
Such fascination with melancholic lighting and material surfaces that have a depth was the culmination of a Romantic tradition where shadows were the subject of intense personal reflection and vehicles of liberation from the prose of the day. What made the Goncourt's interior so modern for the nineteenth century was not so much the eclecticism of their taste but a development of the interior as a highly personalised ensemble or as a visualisation of their psychological condition.
Synaesthetic experience
The Goncourts' approach owes much to Baudelaire, and of particular importance for an interpretation of the Symbolist interior is Baudelaire's 'Correspondences' from his collection of poems Fleurs du Mal that set out afresh the notion of 'synaesthesia' or the correspondence of sensations. This idea was central to Symbolist aesthetics and for the reading of Lerberghe, Max Elskamp and Georges Rodenbach, the artists Fernand Khnopff and Xavier Mellery. The last ten years of the nineteenth century witnessed a body of creative production that remains significant, not only in the way it brought together themes that stretched deep into the roots of Romanticism, but also by the richness of reference across diverse fields of artistic activity. In part this identity was generated by the group of artists, writers and musicians, called 'Les XX' ('The Twenty'), and it was convincingly articulated in the visual arts as well as in music and architecture.
1
In a lecture to a meeting of La Libre Esthétique (which succeeded Les XX in 1893), the influential painter turned architect and interior decorator, Henry van de Velde expressed the notion of synaesthetic experience, widespread in the aesthetics of the time:
Indeed The poems are important to us for two reasons. First, like Huysmans' À Rebours, they convey a sense of distrust of the industrial progress which was perceived to be deforming the city and killing the landscape, and they shed light on the Symbolist architectural interiors of the period. Their perception of an ideal world of universal analogy behind material appearance, 'a forest of symbols', as Baudelaire described it, placed the role of the imagination foremost in the perception of a work of art. Above all this synaesthetic experience was personal, requiring a highly creative imagination to construct and refine the analogies between taste, sound, line and colour. One can justifiably speak of the musicality of certain compositions and understand the malleability of the material under the artists' gaze as vehicles to produce sensations outside of the purely visual field. Huysmans brilliantly describes such sensations in Des Esseintes' 'mouth organ'. Built into the walls of Des Esseintes' dining room there was a cupboard containing liqueur casks that he would taste and as he did so play internal symphonies to himself, 'each and every liqueur corresponded in taste with the sound of a particular instrument'.
9 He would transfer specific pieces of music to his palette, at other times he would compose melodies of his own. Either way, the imaginary music created by his savouring of selected liqueurs in the dim candlelight of his sea cabin supplanted the need for actual music. Such experiences involved a deep introspection and a transformation of visible reality to correspond with the interior world of the Des Esseintes' dreams. The exterior world was in effect negated for what it was. Rather it tended to be transformed into quasimystical visions. In painting Paul Gauguin is characteristic of the period as he states: 'I shut my eyes in order to see', and Des Esseintes, Huysmans' quintessential decadent hero in his novel À Rebours (1884) underlines the mood of the period:
The main thing is to know how to set about it, to be able to concentrate your attention on a single detail, to forget yourself sufficiently to bring about the desired hallucination and so substitute the vision of reality for the reality itself.
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In this highly influential novel, Huysmans goes on to describe Des Esseintes' dining room in the house at Fontenay, as a room within a room. The room that had been designed 'by the architect' was lined to appear as a ship's cabin. Of the two external windows in the room, one was hidden by the bulkhead, the other transformed into an aquarium that was inserted into the space between the lining and external fabric: Thus what daylight penetrated into the cabin had first to pass through the outer window, the panes of which had been replaced by a sheet of plate glass, then through the water, and finally through the fixed bull's-eye in the porthole.
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The pale walls of the dining room are animated with a watery light that is tuned, as the water is tinted to change its colour, to capture the tincture of a storm or time of day, corresponding with Des Esseintes' humour. Filled with mechanical fish and artificial seaweed, shadows would fill the space so that it became like a shadow theatre, with distorted patterns of light and dark pointing towards an artificial world and a simulated journey. 
] -was to divide the depth of the plan into three sections, from street to garden. This introduced a central spatial sequence that was removed from both street and garden. These top-lit spaces acted in part as a stair hall, and in part as a winter garden and as a space for music. Unlike the stair halls of previous house types, the depth of building section and the use of lay lights and textured glass modelled the natural light to the extent that no direct sunlight enters these interior sequences. Rather, due in part to shifts in level and scale, they are filled with a still light, more reminiscent of the Belgian poet Verhaeren's empty Flanders landscape than external, natural light. While in Horta's Maison Autrique the stair hall is placed alongside the two principal rooms in plan, like the traditional nineteenth-century town house, the stair of the Hôtel Tassel is combined with a winter garden and together these occupy the centre of the plan arrangement [5] . The space that this creates forms the focus and orientation of the rest of the rooms of the house. At the ground, mezzanine and first floor levels, the rooms connect across this central space. The apparent openness of the Tassel interior does little to remove a sense of withdrawn enclosure and introspection. The change in level in section removes the winter garden and stair from the street and the use of textured glass prevents views outside at other levels. The matrix of slender columns, the play of translucent and transparent surfaces, and the depth of the mirrored walls render the definition of the space itself highly ambiguous. It is this ambiguity of depth and surface that builds the conditions for the chambre rêve which was so prevalent a theme in Symbolist literature.
This theme of closure is reworked by Horta in subsequent Art Nouveau houses and is perhaps most explicit in the Van Eetvelde residence (1895-1898), itself. Shadows are softened and the paint treatment blurs distinctions between materials, giving the room a coherence and focus on the deep contemplation of the listener. The image is focused on the mother figure, whose dark form emerges from the shadow of the hearth behind her. Above the mantelpiece sits a large gilt-framed mirror that reflects the hidden side of the room. It reflects a second mirror, filled with shadow. Against the still light that falls on the room's pale walls and swirling lines of the carpet, is a weight of shadows that are first body, then void; black lacquered wood of the piano, and then depths of mirror reflecting mirror. Caught between these infinite self-reflections and the music of the piano, the listener (probably Khnopff's mother) is cast into reverie and the room itself recedes, as though into the depths of a mirror.
Inhabited crystal
The transition of the architectural interior during this period was initially hesitant, as the traditional typology of the Maison du Maître, with its enfilade plan arrangement, was at first simply infiltrated with new exposed iron girders and experimental decorative patterns while retaining a traditional plan arrangement. But these early experiments, such as Horta's Maison Autrique (1893), were to be radically developed, partly as a response to the intensity of the artistic culture in Brussels at this time, and partly as a consequence of the new potential to realise such dreams, and in particular the availability of highly skilled iron and steel workers and new kinds of glass and mirror. Glass and its poetic equivalents were to embody the spirit of the new Symbolist interior, the inhabited crystal. As the form of the house shifted from its traditional enfilade arrangement to engage a new and explicit interior form at the heart of the building plot.
The new domestic architecture of the period -first The same sense dominates all of Horta's major interiors. While each of their decorative orders takes its inspiration from nature, the concern is for the artificial, from plan arrangement to material, to highly individual lines and colours. The coherence of this personal aesthetic, regardless of the requirements of structure or pragmatic function, was the touchstone for the creation of an inner world that responded both to the retreat of Late Romantic artists and to the mysteries of dream that were the predilection of Brussels' Symbolist culture where paradigms for the inner world were recurrent: through the literature and visual arts of the period there is a constellation of analogies, ranging from Georges Rodenbach's vision of the town of Bruges as a realm of solitude, to hot houses, diving bells as frequent spaces of protection and imprisonment of the soul.
By virtue of their completeness and the integrity of their decorative programme, Horta's interiors may where the chambre rêve is the setting for a musical performance [6] . Unlike the Tassel house, it is removed from the stair to the upper floors, and has none of the sense of movement that is developed in the entrance sequence there. Instead it presents a powerful stillness where one's entire experience is determined by a world of still light and sinuous never-ending lines, perpetually reflected in the Style 'Horta'. As though reflecting Horta's own decorative programme, when instructing his architect, Des Esseintes emphasised that he wanted colours that would appear stronger and clearer in artificial (candle) light; dismissing all colours apart from three: red, orange and yellow and 'of the three, he preferred orange', claiming a close correlation between the sensual make-up of a person and preference for colour.
As for those gaunt, febrile creatures of feeble constitution and nervous disposition whose sensual appetite craves dishes that are smoked and seasoned, their eyes almost always prefer that most morbid and irritating of colours, The Symbolist interior and crystal imagination David Dernie be interpreted as a further analogy of the Symbolist vision of interiority: they are closed, isolated, protected spaces for contemplation. This notion of the interior of the house as a retreat from the external world corresponds with the closed world of post-Baudelairian poetry and the Symbolists' cultivation of dreams: the retreat of the artist from reality and the cult of the artificial. It could be said that the literary and artistic tendency of this period was above all to create a personalised world. In architecture the Symbolist interior became the means of communicating inner experience and the private house became the most exalted domain, as originality and personal freedom to express an inner life was the prevalent view. In this context one can identify a reciprocity between the material conditions of a space and the psychological condition of the 'dream room', that is a notion that underpins the life of Des Esseintes at Fontenay, and which draws significantly on the poetry of Rodenbach and his circle. Rodenbach's Le Règne du Silence for example opens with La Vie des Chambres where the chambre rêve is described not as an image of the poetic soul but its very reification: 'La Chambre est un climat psychique cristallisé dans un décor; sa personification doit être lue comme une "coloration" animique.'
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In this sense a colour or line can suddenly recall a musical chord or rhythm of words, a material junction can be a sentiment, shadows become anxieties, and realms for oneiric journeys, and light a place for the melancholy of the day. In Rodenbach's Bruges-la-Morte, the town itself, its history, its day to day life, or its place in the landscape and all that it signifies, are renounced in favour of how material details, sounds and sensations embody personal experience: the grey moist air, the granite quays and the infinite silence of Bruge's waters furnished Hugues Viane with an almost mystical analogy of his dead wife. Hovering between the aqueous and the earth, the brick landscape threaded with waterways became profoundly suggestive of visionary experience -a metaphor for the unconscious mind. Imagery shrouded by incessant rain or mists negated material qualities and stillness -a suspended animation of modern progress -a world hushed and obfuscated to the threshold of non-being and immateriality. Bruges, as Patrick Laude explains, becomes a solipsistic world: Bruges-la-Morte 'est fondé sur une telle "cloture" constitutive d'un milieu microcosmique structurellement solidare de la psychologie du narrateur'.
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Like the evening light that Hugues Viane found so conducive to his nostalgic walks, or the soft light of the Flemish plains, a light that approaches twilight falls almost evenly across Horta's Symbolist interiors. His control of the light which enters the deep light wells creates the impression not of an interior flooded with natural light, but one where muted light touches on the melancholic. Rather than being the transitory light of the exterior, it takes on the stillness of an aquarium, as though it emanated from the space itself.
The outside world leaves but a fleeting impression on the live-in crystal-like interior whose refined lines, artificial colours and walls of mirror and metamorphic rock resemble the closed, exotic worlds of Maeterlinck's Serres Chaudes where he describes the glass domes (Cloches de Verre) that protect the fragile plants and symbolise an artificial retreat [7] . 22 The The aqueous quality of these spaces is reflected in the verses of Serres Chaudes where there is a frequent association of the transparency with water, and where the Cloche de Plongée represents a symbol of closure, its glass walls preventing the soul from reaching the abundant life of the oceans. For the Decadent poets water became fundamental to the contemplation of a disappearance of being, often described as a source of dreams. Its prime quality is that of a natural mirror and, as such, water is the vehicle for a rich constellation of themes from the period. At its heart is the figure of Narcissus, whose contemplation of water's still surface reveals the fundamental dialogue between the clear fleeting images of surface and the mysteries and shadows of its depths. Water is at once seductive and perilous, as 
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Like the crepuscular light of Horta's stairways, the shadowy depths of the mirror became the restful foyer for the artistic soul, where actual vision and experience of the world was overlaid with oneiric experience triggered by the mirror's crystal-like surface, and the coherence of the artifice.
Conclusion
The power of the crystal image continued into early the tragic end to Narcissus's self-desire is to be drawn into the water's depths like a disappearance into his own soul. Here water is important as an analogy to glass, mirrors and the nature of transparency. These ideas come together in Rodenbach's Les Vies Encloses. The opening poem, Aquarium Mental, describes the Symbolist dream room through the analogy of an aquarium: 'Eau de l'aquarium, nuit glauque, clairobscur, Où passe la pensée en apparences brèves, Comme les ombres d'un grand arbre sur un mur. Tout est songe, tout est solitude et silence'. The aquarium's transparent enclosure rejects the exterior while opening the gaze into the mysterious world of the water's impenetrable depth, a symbol of a life unmoved by the distant and partially defined world outside. The transparency of the aquarium establishes the presence of the two worlds, one silent and indefinite -a still interior; the other a place of fleeting surface reflections: Rodenbach's silent imaginary foyer was a metaphor for the solipsistic closure of Symbolist aesthetics.
Elsewhere, mirrors are also described as 'closed' spaces; 'emprisonnant la réalité dans son cadre et l'isolant de son contexte ambient, le miroir lui offert une "profondeur" de réalité qui pourra reveler sa vraie nature'. 24 By virtue of their dual register of surface and depth, mirrors, Patrick Laude points out, draw out dreams. 25 The mirrored surfaces of Horta's interiors are not presented as objects but appear as a wall, a fireplace, or are framed within a cabinet.
Where they appear -as in the winter garden of the Hôtel Tassel -they are like fictive openings into aqueous depths, whose surfaces are washed with fragmented reflections. Mirrors and glass belong together in the artificial landscapes that lie at the heart of Symbolist interiors. In a scene which could have been set between the paired mirrors at the top 
